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Abstract
Presently, higher music education in Thailand faces numerous challenges. These

include the development and implementation of teaching methods, the availability and use

of instructional media, the provision of adequate teaching equipment, and access to reliable
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and accurate knowledge. Among these, a particularly significant issue is the translation of
specialized musical terminology from English into Thai. Such terminology is widely used in
courses on music theory that follow the concepts of the tonal era or traditional harmony.
Difficulties arise when these specialized terms are translated in ways that lead to
misunderstanding, confusion, or misinterpretation of the original concepts, potentially
affecting both teaching and learning outcomes. This problem remains one of the most
overlooked yet crucial aspects of music pedagogy in Thailand. Therefore, this academic article
aims to provide a renewed understanding and clarification, supported by relevant examples
and explanations, of the true meanings of the terms “change of key” and “modulation.”

Based on textbooks and teaching materials used in music education in Thailand, the
term “modulation” has consistently been translated as “change of key.” This translation,
however, is inaccurate and does not reflect the true meaning of the term. As a result, it has
led to misunderstandings, even in compositions that employ parallel key relationships
between major and minor modes, which are sometimes mistakenly considered part of
modulation techniques due to the differing key signatures of the two modes. In reality, the
correct meaning of modulation refers to a shift of the tonal center—that is, a change of the
key center or tonic that establishes a new tonal area.

Therefore, it is important to clarify the concept of “modulation.” For example, in the
keys of CM and Cm, although these two keys have different key signatures, they share the
same tonal center or tonic on the note C, without moving to a different tonic. This relationship
is referred to as “parallel keys,” which involves only a “change of mode” or “modal mixture.”
In contrast, CM and Am share the same set of notes and key signature but have different
tonics. This represents a shift of the tonal center between “relative keys,” whether moving
from major to relative minor or vice versa. Similarly, consider the tonic between BM and CbM.
In these cases, the tonic is spelled differently and the keys have different key signatures. These
are referred to as “enharmonically equivalent keys,” which do not constitute a shift of the
tonal center, since the listener still perceives the same mode on the same tonal center, only
spelled with notes from a different key.

There are three principal types of shifts of the tonal center or tonic: 1) relative keys,

2) closely related keys, and 3) distantly related keys. Parallel keys and enharmonically
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equivalent keys, however, do not constitute shifts of the tonal center under the definition of
“modulation.” The pivot chord that occurs during a tonic shift—a triad that exists in both the
original and the new key but functions differently in each—is specifically referred to as a
“diatonic pivot chord.” Furthermore, shifts of the tonal center can occur only to major or
minor triads. Diminished and augmented triads cannot support a shift of the tonal center due
to the absence of a key based on these triads.

When determining whether a composition involves a key shift, one should rely on
listening to the piece, as perception may differ. Some listeners may perceive the new tonal
center long enough to assert that a modulation has occurred, while others may experience it
only briefly and consider it a “tonicization.” The identification of the “point of modulation”
and the number of pivot chords may also vary. Such differences in analysis are not critical, as
they depend on the individual’s informed judgment and interpretation. Many compositions
do not change the key signature even when a tonal center shift occurs. However, key signature
changes can occasionally be observed between phrases or sections. Furthermore, in a musical
movement where a new key is indicated, this represents merely a change of key to establish
a new tonal center, rather than a shift of the tonal center in the sense of “modulation.”

Clarifying this distinction ensures greater precision in both teaching and analytical practice.

Keywords: Change of Key / Modulation / Change of Key Center / Tonicization
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Figure 1 Comparison of Triads in Major and Minor Keys
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Example 2 ‘Am Feierabend,” Die schéne Miillerin, Op. 25, D. 795, No. 6 (Piano Part):
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unUsziiusaunsindadiulugldnisdeguinaradeswuunuuadedndifies dadunisdne

¢ a v )~ | @ v a Y o I3 s A ] =
Qu&JﬂﬁWQLﬁﬁJﬂlﬂLiﬁJ‘UL‘NEJULGU‘L!ﬂu I@IEJﬂ'ﬁEJ']EJf!QJ]LL‘ULﬁﬂﬂiﬂalﬁEJ\TLU‘UQQJ,LLQLaEJﬂV]LLWﬂG]'NQ']ﬂQQJ/LW SN



Article No. A0202 (21 Pages), ISSN 3027-7094 (Online) MIansausiFedn U1 21 atuil 1 unseu-liguieu 2569
https://doi.org/10.59796/rmj.V21N1.2025.A0202 Ranegsit Music Journal Vol.21 No.1 January-June 2026

WUMENTISIY (+) ¥30an () insemungdsednauaidsiniiliiiy 14 v3e 1b sudnauaides

SuvliniaeiviseluiueivainyuadadnalAestiu (Figure 3) wu

Increase Decrease
1) CM (0b/0#%) GM / Em (18) FM / Dm (1b)
2) Cm (3b) Fm / AbM (4b) Gm / BbM (2b)
3) DM (28) AM / Fim (38) GM / Em (18)
4) Dm (1b) Gm / BbM (2b) Am / CM (0b)
Figure 3 Modulation to Closely Related Keys
18 G Em Dominant Bb Gm 2b
0b / 0% @ Am Tonic Eb @ 3b
1b F Dm Subdominant Ab Fm ab
34 A Fgm Dominant C Am Ob
24 @ Bm Tonic F 1b
14 G Em Subdominant Bb Gm 2b
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Figure 4 Common Chords between the Tonic and Dominant Keys: Major Key
— — — )
Triads C Dm Em F G Am B°
CM (Tonic) I i iii v \Y% vi vii©
GM (Dominant) v \% vi vii® I ii iii
Triads C D Em FH° G Am Bm

Example 3 Piano Sonata No. 35 in C Major, Hob. XVI:35, lll: Franz Joseph Haydn
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Example 4 Piano Sonata No. 3 in C Major, Hob. XVI:3, lll: Franz Joseph Haydn
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YAWRLT (i -> V) 1w renaualdesann Cm (3b) lUds GM (1#) fildnsdenguadesuulndifes
Wi mibuen G anunsaasisuutulades Cm wuvensuelinlafeu Fannsdredneaziidu “n1séne
Audnasdsswuunauadssingng” uagmissyaniatednnisldresasiuvunguaidssuiseidnny

n3ée 1 -> v dunguadesluwesnuniséie i -> 11 vie i > v \Judulng



Article No. A0202 (21 Pages), ISSN 3027-7094 (Online) MIansausiFedn U1 21 atuil 1 unseu-liguieu 2569

https://doi.org/10.59796/rmj.V21N1.2025.A0202 Ranegsit Music Journal Vol.21 No.1 January-June 2026
Figure 5 Common Chords between the Tonic and Dominant Keys: Minor Key
Cm i ii® 11 iv \% VI vii©
(Tonic Key) Cm D° Eb Fm G Ab B°
Gm Cm D Eb F#° Gm A° Bb
(Dominant Key) iv \Y4 VI vii® i ii® 111
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Tneamzedneds Hulindud 7 vemguadedl sudsfinsaneesafiinnuduiusuas viemds
vt finefidud-nedn (v-1 Tiugudnanadesmivinaveussloamas gavedananesadiin
Aeuliinasin amnsafuneinsuliviels Jainvimihiidusesandmitneivud (PD) Ty

Audnaadedlui wenaintl mssednliianednreinsiuaunsalilauinnd 1 aosa Al 91938y

nswensenasamaiuluguzaosnsmlanmun (Example 3 and 4)
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12 Stefan Kostka, Dorothy Payne, and Byron Almén, 304.
" Jane P. Clendinning and Elizabeth W. Marvin, 476.
% Bruce Benward and Marilyn Saker, Music in Theory and Practice, 8" ed. (Boston: McGraw Hill, 2009), 317.
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Example 5 Piano Sonata No. 4 in Eb Major, Op. 7, II: Ludwig van Beethoven
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Example 6  Piano Sonata No. 37 in D Major, Hob. XVI:37, lll: Franz Joseph Haydn
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> Miguel A. Roig-Francoli, 487.
' Robert Gauldin, 727.
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Example 7 Sonata in D Major, K. 96: Domenico Scarlatti
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Example 8 ‘Vogel als Prophet,” Waldszenen, Op. 82: Robert Schumann
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Figure 6  Modulation Using the Parallel Keys
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